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ABSTRACT	  
 
 
 
 
This research looks at how independent artists employ unorthodox 
exhibition methods as an alternative to exhibiting in a traditional white walled 
gallery or museum setting and the ways in which those methods attract and 
engage a broad public audience.   This study combines a survey of literature from 
the field reporting on such matters with a series of case studies, focused on three 
working visual artists.  It investigates the reoccurring themes which arise among 
the artists in addition to what has been reviewed in the field.  The analysis 
summarizes three key points critical to each independent artist’s ability to attract a 
broad and lasting public audience.  Additionally, findings illustrate how 
established arts organizations can apply these methodologies to ensure their own 
exhibitions are successful in engaging new audiences and building a wider public 
interest.  The findings in this study review limited information and there is much 
quantitative research and analysis still to be done in regards to identifying broader 
audience attendance, participation and retention strategies. 
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INTRODUCTION	  
 
 
 
 
 This research looks at how independent artists employ unorthodox 
exhibition methods as an alternative to exhibiting in a traditional white walled 
gallery and/or museum setting and how those methods attract and engage a broad 
public audience.  Included is a combined survey of literature from the field and a 
series of case studies, focusing on three working visual artists, that investigate 
reoccurring themes in audience engagement strategy. 
 As access to entertainment options continues to grow and people’s leisure 
time continues to decrease, the arts are faced with the challenge of attracting new 
and broad audiences in an effort to ensure lasting engagement and long-term 
organizational vitality.  This study looks at unique ways in which this challenge is 
addressed by independent artists and informal arts organizations.  The literature 
covered in this study addresses past reports on individuals, collectives, and 
informal arts groups who have been successful in both exhibiting and distributing 
their artwork outside of the traditional gallery setting.   
 This review also includes three comprehensive case studies on 
contemporary, working visual artists, some full time and some part-time,  
including: Thu Tran, an installation and video artist living in Brooklyn, NY; 
Alleghany Meadows, a ceramic artist focused on making functional artwork 
living in Carbondale, CO; and, Jesse Hemmons, a craftsperson, street artist and 
yarn bomber living in Philadelphia, PA.  Through these studies three key 
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components were identified as contributing factors to the success of each 
exhibition examined. They are: innovation, accessibility and collaboration.  In the 
context of this study the aforementioned terms are defined as follows: 
accessibility, meaning easy to approach and/or interact with, without pretention, 
informal, and open to everyone; collaboration, to work with a group or to come 
together as a collective, whether making the art, promoting it and/or exhibiting it; 
and innovation, introducing an element of newness of ideas and/or aesthetics, be it 
through art making, promotion, and/or exhibition.  Although each artist utilizes 
different means to incorporate each of these themes into his or her artwork, the 
themes themselves consistently appear within each artist’s exhibition and 
distribution efforts.  It is these methodologies that can be adopted by established 
arts organizations in an effort to repeat the artists’ success as it relates to attracting 
new, broad and lasting audiences. 
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LITERATURE	  REVIEW	  
 
 
 
 
 Living in an age where leisure time is limited, entertainment options are 
endless, and access to information is more convenient than ever, the visual arts 
sector is faced with the challenge of retaining its current audiences as well as 
engaging new ones.  This literature review examines the variety of methods in 
which individual artists have been successful and innovative in reaching a broad 
public audience outside of standard gallery and/or museum settings.   
In exploring the wide variety of arts opportunities available to the public it 
is important to contextualize the arts as they relate to each other and to their 
related fields.  In the past, the arts have been difficult to define as a single unit, 
resulting in a lack of cohesion and an emphasis on natural divides between the 
commercial and not for profit, the informal arts, a.k.a. hobbies and the fine arts, 
and even the organization versus the individual.  In many cases it seems natural 
for one to be positioned against the other, especially when comparing the  
for-profit versus the not-for-profit.  However, at Columbia University’s ninety-
second annual American Assembly1, a convening of academia and authorities in 
their field gathered to discuss new thought around a specific theme, conversations 
focused on the need for all arts organizations, regardless of their operating 
structures, to bond as a single unit.  According to the Journal of Arts 
Management, Law, and Society publication, which analyzes and builds on the 
Assembly’s findings, The Importance of the Arts Sector: How It Relates to the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  http://americanassembly.org/about	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Public addresses the convening’s topic of conversation, where an emphasis was 
placed on the need for all arts to join forces in building engagement.2  The overall 
consensus was the arts as a single sector, or cohesive field of interest operating to 
advance the entire field collectively rather than acting in competition with each 
other, will become more successful in advancing policy and heightening visibility, 
enthusiasm and public attendance in the arts.   
 When lumped into one sector, encompassing all of the creative arts 
including for profit, nonprofit, independent artists and informal arts collectives, 
the arts reach a broad audience.  They have a substantial impact on America’s 
economy, attributing for 2.5% of the Gross Domestic Profit.  This is a significant 
accomplishment.  However, if the arts remain positioned in competition against 
one another, they will continually inhibit the overall advancement and potential 
for increased public attendance in the arts.  The need for the arts to become a 
more cohesive field is further backed up in a research study’s findings executed 
by the Greater Philadelphia Cultural Alliance, titled “Arts & Culture. It’s How We 
Grow.” 3 The study best summarizes the abovementioned point saying, “We only 
have to remind people of the power of arts and culture to improve the quality of 
their lives on a personal, social, community and economic level. And, most 
importantly, we have to connect their arts and culture to our arts and culture to 
bridge the divide between them and us, ultimately making more of us. Vitality 
and growth are the two major benefits of arts and culture. Both provide tangible 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2	  Alberta, A. and Frank, H (1998). "The importance of the arts sector: How it relates to the public 
purpose." Journal of Arts Management, Law, and Society 28(2): 102.	  
3	  https://www.philaculture.org/sites/default/files/file/It's%20How%20We%20Grow%20-­‐
%20Executive%20Summary.pdf	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and emotional benefits on multiple levels—educational, individual, communal, 
civic and economic.”4  As a result of the convening, the Assembly stated the 
following three ideas as points of emphasis: “1. the arts include the whole 
spectrum of artistic activity; 2. there is interdependence between all parts of the 
sector; and, 3. the arts benefit and concern all of us.” 5  
With the above three mentioned qualities as a focus of the arts’ newly 
framed sector it is important to communicate their benefits to the public.  The 
assembly suggests framing the arts as essential in terms of meeting the needs of 
the public by enhancing their quality of life, advancing democratic values, 
contributing to economic growth, and increasing the awareness of a diverse 
society.  In framing the pro-arts argument in this way, the intention is to appeal to 
the public’s desire for an increased quality of life resulting in deeper participation, 
fiscal support, and advocacy.  In redefining the sector, as a single unit, the 
intention is to also build stronger links among the arts as a cohesive unit, sharing 
their strengths, with the understanding that stronger organizations lead to better 
products, resulting in added public interest.6 
 
The Informal, or Unincorporated, Arts and Their Value to the Arts Sector 
One of the major benefits of uniting the arts as a single sector is 
employing one another’s methods in order to build new and greater capacity 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4	  https://www.philaculture.org/sites/default/files/file/It's%20How%20We%20Grow%20-­‐
%20Executive%20Summary.pdf	  	  
5	  Alberta, A. and Frank, H (1998). "The importance of the arts sector: How it relates to the public 
purpose." Journal of Arts Management, Law, and Society 28(2): 102. 
	  
6	  6	  Alberta, A. and Frank, H (1998). "The importance of the arts sector: How it relates to the public 
purpose." Journal of Arts Management, Law, and Society 28(2): 102.	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within different types of arts organizations.  The journal article More than a 
Hobby: Adult Participation in the Informal Arts describes a portion of the sector 
which is often times under-acknowledged, the unincorporated or informal arts.7  
What are the informal or unincorporated arts?  They are considered to be any 
form of art making or participation that is not institutionalized, both amateur and 
professional, including crafts groups, quilting circles, poetry clubs, individual 
artists studios, arts classes in community centers, church choirs, etc.8 According 
to More than a Hobby’s authors, Alaka and Elena, the unincorporated or informal 
arts, including but not limited to independent artists working full or part-time, 
often go unrecognized for two main reasons: they are discredited because they are 
not considered institutionalized; and, they do not employ generally accepted 
standard methods for tracking information via bookkeeping and other 
administrative structures. 
However, this sector of the arts is critical, because of its huge and 
formerly untapped potential for arts audience building and engagement.  In 
general, the informal arts maintain an aspect of casualness and fluidity which 
conventional institutions have difficulty maintaining due to the very elements that 
discredit their more informal counterparts, including organizational infrastructure, 
as well as program and reporting responsibilities and stipulations put in place by 
their funders, boards of directors, and others who have authority to direct their 
work.  In More than a Hobby: Adult Participation in the Informal Arts the authors 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7	  Alaka, W. & Elena, M. "More than a hobby: Adult participation in the informal 
arts." Journal of Arts Management, Law, and Society  (2001)31(3): 212. 
	  
8	  Alaka, W. & Elena, M. "More than a hobby: Adult participation in the informal 
arts." Journal of Arts Management, Law, and Society  (2001)31(3): 212.	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look at the informal arts and their vast network, suggesting they have the potential 
to play a key role in the development of policies that contribute to advancing arts 
and culture9.  The informal arts cover a broad range of activities therefore 
appealing to a huge public audience – who are all potential arts patrons at formal 
arts organizations.  The study also discusses the reasons why the informal arts 
work in attracting a broad audience, and why they are so widely supported.  For 
one, they occur in informal settings, not in institutions which can often times be 
perceived as threatening or unapproachable (such as museums, galleries, and 
professional theaters). The authors believe that informal venues increase 
participants’ sense of comfort and make them more inclined to be greater risk 
takers with their creative expression and exhibition methods.  Second, informal 
arts events bring unlikely groups together due to a common interest, helping to 
build social networks. The third reason addressed discusses the fact that the 
informality itself encourages participants to recruit others to join.  Participants can 
engage at any skill or knowledge level without judgment as the accessibility of 
informal arts events opens them up to everyone.  This, however, does not imply 
all informal arts are amateur.  It simply means one does not have to have formal 
training via an arts education, experience or apprenticeship in order to participate. 
These three findings are crucial in unlocking new audiences for 
established organizations.  By removing art from the traditional white walled 
gallery setting, the un-welcoming quality many perceive galleries and museums to 
uphold is eliminated from the equation, thus opening participation up to a much 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9	  Alaka, W. & Elena, M. "More than a hobby: Adult participation in the informal 
arts." Journal of Arts Management, Law, and Society  (2001)31(3): 212. 
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wider audience. Emphasizing a casual tone without sacrificing artistic product is 
also pertinent in increasing the appeal to the general public and may lead to 
attracting a variety of people to the art due to their unexpected exposure and 
general interest.  
On the other hand, the journal article, The Missing Sector: the 
Unincorporated Arts addresses the fact that the unincorporated arts are difficult to 
track in terms of numbers, overall impact, accumulative attendance and economic 
impact, due to the lack of the establishment and standards in terms of tracking and 
reporting such information10.  Because they are informal arts groups, run by 
artists, without formal revenue streams they are not required to file tax returns.  
This makes tracking their existence difficult for researchers, resulting in the 
inability of addressing them in impact studies, policy discussions, and advocacy 
arguments. This is a significant setback because, as stated above, the 
informal/unincorporated arts have great potential for contributing to the future of 
arts participation, public awareness and attracting new audiences.   
Additionally, The Missing Sector: the Unincorporated Arts also discusses 
the increasing popularity of technology and new media among the unincorporated 
arts.  Today the accessibility of YouTube, Vimeo, Tumblr and personalized web 
pages make it easy for anyone to exhibit work to a broad public audience.  
Additionally, this provides an opportunity to widen the audience demographic for 
the informal arts, making them available in anyone’s home, via media often 
offered at no cost to them.  A global audience is also available as a result of new 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10	  Monnie, P. and C. Joni Maya "The missing sector: The unincorporated arts." 
Journal of Arts Management, Law, and Society (1998). 28(2): 115. 
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technologies and an internet presence, thus broadening the public’s options for 
viewing the informal arts.  By bringing art from anywhere around the world into 
the comfort of one’s own home, on demand, the potential for new audience 
development, participation and support is increased. Simply put, the advancement 
of technology has allowed the public to gain better access to more art, generating 
bigger audiences and bridging a gap between fine art and entertainment as well as 
elite and mass appeal.  The informal arts play a crucial role in this cycle.11 
 
Reaching Broader Audiences Through the Informal Arts   
Before proceeding to an outline of the basic framework for the informal or 
unincorporated arts, including the scope of their current existence and their 
potential for future development, it is important to take note of the public’s 
incentives for engaging in them.  Unincorporated arts are accessible, non-
judgmental, and creatively free.  In understanding the public’s interest in the 
informal arts we can better understand their motivations for participation and 
attendance in these and other art forms.  Knowing that not all potential audiences 
are inclined to attend a museum, gallery, orchestral performance, theater 
production and so on, the following articles look at alternative methods for 
reaching audiences, including both arts enthusiasts and non-arts patrons.   
In the journal article Re-member the Audience: Adrian Piper’s Mythic 
Being Advertisements, the individual artist’s work and its alternative approach to 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11	  Monnie, P. and C. Joni Maya "The missing sector: The unincorporated arts." 
Journal of Arts Management, Law, and Society (1998). 28(2): 115.	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distribution and public consumption is discussed12.  Disregarding artistic content, 
Piper’s discussion of artists’ work and distribution and exhibition methods are 
relevant to this paper in terms of addressing alternative methods for dissemination 
of art to wider audiences.  Having similar characteristics, as an independent artist, 
to the unincorporated or informal arts, Piper chose to engage with the public 
outside of a gallery or museum, taking her work onto the streets.  She positioned 
her work strategically so that an everyday audience may run across it by walking 
down the street, opening their mail, and/or reading the paper.  It was this potential 
audience that drove her to exhibit her work in nontraditional ways.  She wanted to 
lure the non-art world into viewing her work and did so by employing a standard 
marketing tool, advertisement space.  She chose the pages of mass media, the 
Village Voice, as her exhibiting space.  Her creations were un-commissioned 
public art.  The importance of her work, in this context, was her method of 
distribution.  Focused on marketing strategies, Piper instantly broadened her 
audience base while also challenging the traditional venues and institutions 
established for the display of visual art.   
Similar to contemporary artists currently working in the field, who are 
focused on self-promotion of their artwork through internet tools including 
website exhibitions such as Facebook and YouTube, Piper promoted her work 
through the newspaper and the mail.  Rather than placing energy and time into 
securing a solo exhibition in a formal white walled gallery, Piper published her 
entire show, via a Village Voice advertisement, and had it distributed to different 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12	  Cherise, S. "Re-member the Audience: Adrian Piper's Mythic Being 
Advertisements." Art Journal (2007) 66(1): 47.	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homes.  Today artists are doing something similar, sending the exhibitions via 
email, or posting them to websites.  Her use of innovation, in reaching and 
continually seeking to broaden her audience base, was revolutionary at the time as 
well as effective.  In doing so she was able to reach a public audience beyond 
those who would typically enter a gallery or museum.   
Another group known for their use of alternative methods in distributing 
and exhibiting their artwork is the Collaboratives Project, also known as Colab.  
The journal article Colab Takes a Piece, History Takes it Back:  Collectivity and 
New York Alternative Spaces discusses the group’s evolution and alternative 
approach to art making and exhibiting13.  Beginning in the early seventies, Colab 
was founded by a group of New York-based artists interested in collaborative art 
making, socially conscious work, furthering their careers, and bypassing the red 
tape of established arts organizations, museums, and galleries.  As a product 
driven group of artists they were interested in eliminating the restrictions 
established organizations can impose on artists.  By removing those restrictions 
and guidelines of galleries, they were able to focus on maximizing the funds put 
towards their art making and the resulting output of products to their audience.  
Colab believed alternative spaces, which were highly popular at the time, 
inhibited the potential for the best art making possible by consuming valuable 
time and energy towards paying the cost of real estate, maintenance, and 
administration.  Having a space would require them to worry too much about the 
business of art and the responsibilities associated with formalizing even one 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13	  David, E. L. "Colab Takes a Piece, History Takes It Back: Collectivity and New 
York Alternative Spaces." Art Journal (2007) 66(1): 61. 
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aspect of their collective.  As a result, Colab chose to not have an alternative 
space of their own.  Colab’s members thought of the ownership as too restrictive.   
Their re-envisioning of what an arts organization should consist of directly 
connected to their methods of distribution of work to the public.  Similar to 
Adrian Piper, they focused on collaborative projects that had the potential to reach 
large audiences who were both seeking out their work and those who would come 
across it accidentally.  Colab members “were deeply committed to the 
investigation of communication systems and to the potential of new technology to 
encourage collectivity and engage broader public”.14  They did this through use of 
mass media tools, including a magazine titled, X Motion Picture Magazine and a 
public access news show titled All Color News15.  By using the television show 
and the magazine as a means for distributing their art work they tapped into the 
potential to reach thousands more people than a traditional gallery or museum 
exhibition would.  It was also more likely that the audience was broader in terms 
of the type and location of a person viewing the artwork because it was no longer 
limited to the confines of a gallery anchored to a specific location.  Tying back 
into the key aspects of the unincorporated or informal arts, this eliminated the 
barriers of unfamiliar space for new audiences and additionally reidentified their 
acceptance of pop culture’s television and magazines’ appeal. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14	  David, E. L. (2007). "Colab Takes a Piece, History Takes It Back: Collectivity and New York 
Alternative Spaces." Art Journal 66(1): 61. 
	  
15	  David, E. L. "Colab Takes a Piece, History Takes It Back: Collectivity and New 
York Alternative Spaces." Art Journal (2007) 66(1): 61. 
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Public Art and Public Engagement 
Finally, the article Public Art for the Public addresses a model used for 
tapping into an unusual and fresh audience16.  Rather than looking at innovation 
this article addresses public art, an age old method of presenting art to the masses.  
This article looks at some of the most widely unappreciated/disliked public art 
works that have been commissioned over the past few decades.  The author 
outlines the public’s reasons for their distaste, from bad placement to not 
understanding the work.  The article reports, having spent a considerable amount 
of money on public art through two federally funded programs the government 
finally decided to reorganize their methods for commissioning the works.  Among 
other things they realized it was important to get the community involved, 
whereas before the artist was the only consideration. For this reason they began to 
funnel the money through local organizations that would choose the artists17.   
It is important to remember public art is literally public and not in a 
gallery.  For this reason, one must consider the heightened visibility, the broad 
audience, and the susceptibility to public scrutiny.  Now the artist is also brought 
into the building process at an earlier stage so that he or she can get a sense of 
place.  This encourages artists to consider context and placement more, whereas 
previously, artists rarely ever considered the public audience as a different type of 
audience than who would see the work in a gallery18.  Making public art relatable 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16	  Ronald Lee, F. "Public art for the public." Public Interest (2005). (159): 55. 
	  
17	  Ronald Lee, F. "Public art for the public." Public Interest (2005). (159): 55. 
	  
18	  Ronald Lee, F. "Public art for the public." Public Interest (2005). (159): 55. 
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to the masses helped reduce the barriers of engagement and broadened its appeal, 
similar to the reasons why the unincorporated or informal arts captivate such a 
huge audience.  The key is to create general public relevancy in order to ensure 
majority buy-in from the public as well as cohesive place-making.  If done 
successfully public art captivates a broad, public audience who may otherwise not 
frequent a visual arts institution, just as Colab’s All Color News and Adrian 
Piper’s Mythic Being did.   
 
Conclusion 
In comparing and contrasting various ways of exhibiting and distributing 
artwork to the masses, it is clear the key is to do it in a way that remains 
accessible to both visual arts enthusiasts as well as the general public.  It seems as 
though there is a lot to be learned from the unincorporated or informal arts 
including how to reach and continually build new audiences.  Mass media and 
technology can also play a key role in reaching the masses.  With the ever-
increasing accessibility to the internet and its vast array of communication 
methods, there is great potential for capitalizing on the most current public 
engagement trends.   
Competition outside of the arts is growing rapidly. As outlined in the 
beginning of this paper, it is important to not only understand how each sub-sector 
of the arts reaches and maintains its audiences but to also how they might 
collaborate and help each other in advancing arts as an entire sector.  Beginning to 
think of the arts as a single unit is increasingly important in order to compete with 
20	  
	  
the alternatives for entertainment.  Utilizing mass media, the internet, magazines, 
and television are great marriages between the high arts and the media arts and a 
proven method for reaching new and larger audiences.  Although there is still a 
place for the traditional gallery setting in the art world today it would be a 
disservice to the public to not seek to understand and adopt alternative means for 
exhibiting and distributing artwork by established arts organizations so they may 
continue to grow, build new audiences, attract a younger constituency and 
develop long-term investments from new participants.   
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METHODOLOGY	  
 
 
 
 
To further investigate findings from the literature review, a series of case 
studies were conducted to uncover how informal/independent artists’ use of 
unconventional exhibition methods can be adopted by established art 
organizations to engage new audiences and build wider public interest.  In doing 
so, qualitative analysis was drawn for three working, independent visual artists, 
all of whom utilize unique methods for exhibiting and distributing their artwork to 
the general public outside of the traditional white walled gallery or museum 
setting.  These artists include: Thu Tran, an installation and video artist living in 
Brooklyn, NY; Alleghany Meadows, a ceramic artists focused on making 
functional artwork living in Carbondale, CO; and, Jesse Hemmons, a craftsperson, 
street artist and yarn bomber living in Philadelphia, PA.   
The analysis was executed primarily through a one-on-one interview with 
each artist.  Additional research was carried out via direct observation of the 
artists’ exhibitions, and past participation through attendance at their events, 
television viewings, visits to their nontraditional galleries, and/or happenstance 
encounters with their artwork in the public setting.  Secondary documents were 
also key materials utilized in conducting each of the three case studies and 
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included news articles, online blog reviews, YouTube clips, social media posts 
including Facebook, Twitter & Instagram, as well as radio interviews. 
Each case study’s focus was on a working artist, some formally trained 
and some self-taught.  Both Thu Tran and Alleghany Meadows are making at 
least half, if not all, their living on the sale or commission of artwork through 
distribution outside of the traditional gallery setting while Jesse Hemmons is only 
beginning to earn revenue from the distribution/exhibition of her artwork.  The 
studies focused on a cross-section of artists whose exhibition methods utilize very 
different tools to distribute their artwork, ranging from a gallery on wheels, to 
television broadcasts, to pop-up public art.  Additionally, the three artists in the 
study span a range of formal arts training to self taught technique and craft thus 
drawing connections back to the literature review as it relates to the informal arts. 
By drawing from three very different wells of information, this study analyzes 
each artist’s individual tactics for exhibition, identifying why and how each is 
successful in reaching a broad public audience and finding repeat themes among 
them that can be replicated by others.
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ANALYSIS	  
 
 
 
 
The following section reports on the three individual artists’ key 
exhibition methods, all of which occur outside of the traditional white walled 
gallery or museum setting.  The information covered in this section was collected 
from personal interviews, participation and observation, and secondary sources 
outlined in the methodology section of this paper.  Building on the research and 
findings evaluated in the literature review, the following three analyses address 
how each artist is engaging audiences and building wider public interest through 
distinctive exhibition and distribution methods outside of a traditional gallery 
setting.   
 
Thu	  Tran	  –	  Food	  Party	  
Thu Tran is a full time visual artist, currently living in Brooklyn, NY.  She 
has a Bachelor of Fine Arts degree from the Cleveland Institute of Art with a 
major in glass blowing. Although her focus in her undergraduate studies was glass 
blowing, Tran’s work quickly evolved into highly sculptural, built environment, 
installation work.  She was interested in engaging the senses.  She was drawn to 
incorporating food into her artwork.  In a recent LA Times article Tran was quoted 
saying: “Food is about as universal as it gets. It's a language that everyone speaks.  
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I handle it the same way that I would handle a drawing and I would handle a 
sentence; to me it's all the same."19 By centering her artwork on food, Tran began 
to bring her built environments to life by turning them into sets, resulting in a one 
of a kind cooking show.   
 
“I liked the [installation] art I was making a lot, but didn't know how I 
could take it anywhere with me because it was just a lot of stuff that I 
couldn't store; after I was done uninstalling the piece I'd just toss it 
because I couldn't put it anywhere. So that was, like, a bummer to me that 
it was only for whoever went to the gallery.  So I thought of making a 
video, a cooking video that was in a very sculptural set. I'd have pieces of 
the set for the show, and the video itself was not really a parody -- it was 
more like a parody on art videos. To me a lot of art videos are not 
unwatchable, exactly, but I wanted to play with the structure of a 
television show, learning how that works and applying that to making an 
art video.”20   
 
Thu wanted to accomplish several things; she wanted to bring her installations to 
life, make art videos more interesting and fun, transform the viewer into another 
dimension, and add drama to her artwork. Thus, Food Party21 was created.   
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19	  http://articles.latimes.com/2010/may/16/entertainment/la-­‐ca-­‐0516-­‐food-­‐party-­‐20100516	  
20	  http://latimesblogs.latimes.com/showtracker/2010/04/food-­‐party-­‐returns-­‐a-­‐qa-­‐with-­‐thu-­‐
tran.html	  
21	  http://www.ifc.com/shows/food-­‐party	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Beginning as a DVD series available for sale online, Tran, a self-taught 
video artist and chef, created a series of short videos repeatedly described as 
drawing inspiration from, and marrying, the playfulness of Pee Wee’s Playhouse, 
the homemaker qualities of Martha Stewart and the underbelly quality of Meet the 
Feebles.  Food Party takes the viewer on a journey into Thu’s world of crazy 
characters, imaginative puppets and completely abstract culinary dishes.  Thu’s 
website best summarizes the show by describing Food Party as “a mind-bending, 
non-reality cooking show with Thu Tran as your hostess, a cast of unruly puppets 
as culinary aides, and a cavalcade of fictitious celebrities as surprise dinner 
guests. Shot on location in a day-glo cardboard kitchen, as well as other foreign 
and exotic cardboard locations, each episode will or will not instruct you on how 
to prepare wild gourmet multi-course meals with ingredients you probably have 
on hand in your kitchen already, such as pretzel rods, eggs, narwhal lungs, bizarre 
plot twists, secret ingredients, and pizza.  After all, you never know who might 
show up for dinner.”22   
The show is meant to be fun and informal.  In an effort to convey this 
Tran, an admittedly awkward actress, without any formal training, hosts the show 
while the set and props are made completely of cardboard, tempera paint, found 
objects and handmade puppets.  The made at home, bright, poppy, bubblegum 
aesthetic is an intentional, highly accessible quality of the show meant to convey a 
level of casualness and eye candy appeal every viewer can wrap their arms 
around.  
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Figure	  1:	  Thu	  Tran	  on	  the	  set	  of	  Food	  Party	  with	  a	  few	  of	  her	  co-­‐stars	  
	  
 The DVD series mentioned above initially failed to sell.  Originally, the 
series was promoted on her website as well as via YouTube teasers. 23  It was not 
until she began posting entire shows for free on YouTube that sales increased.  
The videos began to go viral, interest was spreading and Tran was ready to 
respond with more art videos and a larger vision.   
In the one-on one- interview, Thu shared much of her initial success was 
not only due to her imaginative artwork but also to a highly collaborative group of 
artists and friends.  As a collective, the crew assumed important jobs needed to 
execute such a big project.  This included bringing creative friends and artists on 
as first time writers, directors, puppet makers, set designers, directors of 
photography, camera men, actors, puppet masters, illustrators, composers, and 
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  http://www.youtube.com/playlist?list=PLAC7A4AE8B7139761	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editors, just to name a few, operating exclusively on their creative intuition and 
talents rather than past experiences in television and/or film.  In the beginning 
their involvement was voluntary.  Their time was donated.  They believed in Thu 
as an artist and visionary and wanted to be a part of her work.  They wanted to 
support a friend as they would have wished to be supported in the same situation.  
As the online show grew interest little by little, so did collaborators’ enthusiasm 
and voluntary investment through their contribution of countless hours of free 
time and their creative ideas and talents.  They were proud of the project and 
telling their extended networks about it through blog posts, facebook mentions, 
photo tags, and tweets.  In an effort to harness this online buzz around Food 
Party, a project specific blog was created called Foodparty.tv.   The blog slowly 
built a following and snowballed the viral spread of Food Party, building the 
online show’s momentum, causing important people to take significant notice.   
 
Figure	  2:	  A	  few	  of	  Tran’s	  collaborators/Food	  Party	  crew	  members	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Due to online success, The Independent Film Channel contracted a six 
episode season (which later was renewed for a full 20 episode, 2nd season) - for 
Thu and her cohorts to create and broadcast Food Party into every cable-ready 
home in the country.  Food Party had gone mainstream.  Thu had successfully 
taken her visual art out of the gallery and broadcast it via televisions across 
America, where essentially anyone could stumble across it in the comfort of their 
own living room.  This is an important marriage in this research as it highlights an 
example of an independent or informal artist working with an established, 
corporate, media arts-based television network.  Through this partnership the arts 
become a unified sector thus strengthening each partner as they come together for 
a single project. 
This widespread, mainstream, highly accessible exposure and support has 
continued to fuel Thu’s success as a visual artist moving forward.  She has since 
moved on from the Food Party project but continues to create artwork that calls 
for distribution and/or exhibition methods outside of the traditional gallery 
setting.  Most recently, this includes designing the consoles for Babycastles, an 
independent cyborg arcade in Rotterdam, Netherlands24, funded by Worm.org.  
The project is meant to broaden people’s exposure to independent video games, 
while adding interest with one-of-a-kind consoles created as works of art and 
interactive, functional design objects. 
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Alleghany	  Meadows	  –	  Artstream	  
Alleghany Meadows is a formally trained studio potter in Carbondale, 
Colorado. He received his Masters of Fine Art from New York State College of 
Ceramics at Alfred University. He has apprenticed with Takashi Nakazato, in 
Karatsu, Japan, received a Watson Foundation Fellowship for field study of 
potters in Nepal, and was an artist in residence at Anderson Ranch Arts Center. 
Alleghany has presented lectures and workshops at various venues around the 
country, including classes at Penland School of Crafts, Mendocino Art Center, 
and Oregon College of Arts and Crafts. He has shown widely in such venues as 
Odyssey Center for Ceramic Arts, Ashville; Baltimore Clayworks, Baltimore; Lill 
Street, Chicago; Chester Springs Studio, Chester Springs, PA; Santa Fe Clay, 
Santa Fe; and Artstream, a nomadic gallery.25 
As a functional potter Alleghany has always been interested in exhibiting 
his artwork outside of a formal white walled gallery or museum setting.  He 
wanted people to feel as though they could interact with the artwork.  His 
undergraduate thesis show did just that. “I had already started to ask whether a 
gallery was the appropriate place to exhibit utilitarian work.  There was an old 
Craftsman-style house on campus that was a café, and for my thesis show I made 
all the dishes for it.  Whoever ate there, that’s all they got to use; they didn’t have 
a choice.”26  From here, Alleghany’s philosophy on the accessibility of his 
artwork grew and eventually birthed the Artstream, a nomadic gallery and one-of-
a-kind exhibition space.  Created by the artist in 2002, it was built from a 30 foot, 
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26	  http://www.art-­‐stream.com/studiopotter/sp9.htm	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1967 Airstream trailer.  The Artstream Nomadic Gallery is “a gleaming icon of 
mid-century American design – it attracts people who might not otherwise 
venture into a traditional museum or gallery. The Artstream is staffed by artists 
who are represented in the exhibition, enabling patrons’ direct interaction with the 
makers of the objects.”27  Its premier tour featured artwork by eighteen functional 
ceramic artists, traditionally exhibited in galleries and traveled to fifteen different 
cities in twenty-one days.  The Artstream was created to essentially take the show 
on the road, putting contemporary ceramic art on the streets, and into the hands of 
everyday people something that had not been done before.  Its innovation was 
intriguing to the public and widely received, drawing significant crowds, some 
stops attracted one to two thousand attendees, at each location along the way.  Its 
innovation is captivating, and attributes to the Artstream’s overall success as an 
exhibiting gallery.  
 
 
Figure	  3:	  (left)	  The	  exterior	  of	  the	  Artstream	  packed	  up	  ready	  to	  travel	  &	  (right)	  The	  Artstream	  setup	  at	  an	  
Aspen,	  Colorado	  farmers	  market	  
	  
Since then, tours have continued taking the Artstream from coast to coast 
and back several times.  At each stop the nomadic gallery parks on the street, sets 
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up shop for a couple days and opens its door to whoever would like to stroll 
through.  Although it usually finds street space in front of art centers, ceramic 
conventions and educational institutions, the Artstream nearly eliminates all 
barriers of pretention purely because of its house, the retro airstream trailer. “The 
Artstream is a great marketing device.  As an object it’s one of those things that is 
very appealing, and it gets people interested…you come inside and it’s this 
intimate space that utilitarian potters are often striving for because their work is 
appreciated in the home…It’s just a different context for viewing.”28 People find 
it intriguing, nostalgic, and fun.  Their curiosity is guaranteed to get the best of 
them and they find themselves walking in.  It is this quality which is interesting as 
it applies to this research.  The Artstream is not only an innovative, distinctive 
gallery; it is extremely accessible and appeals to the everyday individual thus 
maintaining a highly informal quality. “There is a small cross-section of people 
who would even go into a gallery.  That’s what I’ve found so successful about the 
Artstream.  It breaks that cross-section wide open.  People can come in and they 
don’t feel like they have to have something important to say. They don’t have to 
be educated.  They can just wander in and wander out but we got them to look,” 
Meadows explains in our interview.   
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Figure	  4:	  Interior	  of	  the	  Artstream	  Nomadic	  Gallery	  
	  
Another important element of the Artstream is its co-operative approach to 
running and touring the nomadic gallery.  Similar to Thu Tran, Meadows utilizes 
collaboration in ensuring the nomadic gallery’s success.  It takes several people to 
make the cross-country drives, set up and break down exhibits, man shifts during 
gallery hours, and process sales.  Meadows has found a great solution for staffing 
the tours.  He invites the artists being represented in the shows to join him on tour.  
Many volunteer and are eager to help with the Artstream.  They are proud to be in 
the innovative Artstream exhibitions and want to foster the relationship.  In doing 
so, not only does the Artstream have a staff but its visitors and patrons are able to 
meet the artists first hand.  They are able to have genuine interactions with the 
creators of the artwork being exhibited. “It’s a great way for them to promote 
their artwork, aesthetic visions and increase sales. It’s an organic relationship 
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between the artists and the Artstream.  In a way they feed each other,” says 
Meadows.   
 In summary, Meadows says, “I make work to get it out into the world.  It 
is my method of communication.  The Artstream has been extremely helpful in 
that it is my interface with an audience.”  The Artstream employs all three 
elements identified in this research as key to success in exhibiting outside of a 
white walled gallery: accessibility, collaboration and innovation.  In utilizing all 
three elements the Artstream reaches a vast audience who receive it with great 
enthusiasm and support. 
Jesse	  Hemmons	  –	  Ishknits	  
 Jesse Hemmons, a.k.a Ishknits, is Philadelphia’s yarn bomber.29  She is a 
street artist and craftsperson supporting herself part-time making her un-
commissioned public art. As a self-taught or informal craftsperson, Jesse is the 
first to tell you she is not an artist.  She can’t paint or draw or sculpt but she has 
always been a big admirer of street art.  Having learned how to knit and crochet 
many years ago she had begun to notice yarn bombing grow in popularity around 
the country.  She thought to herself, “I could finally contribute to the world of 
street art.”  She began small, covering a bike rack or a street sign at first.  People 
started to take notice when she covered SEPTA seats in plush knitted permanent 
slipcovers, or when she covered the Rocky statue in a cozy sweater that read “Go 
See The Art,” commenting on the many people who pass the front door to the 
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Philadelphia Art Museum, a place filled with one-of-a-kind international 
treasures, only to get a photo next to the mainstream piece of cinematic history.   
 
Figure	  5:	  Jesse	  Hemmons’,	  aka	  Ishknits,	  rocky	  statue	  yarn	  bomb	  
Her work was innovative in that no one in Philly had introduced this 
particular form of street art to the city yet.  She was yarn bombing all over the 
city, covering phone booths, tree trunks and street lamps, without concern for the 
artwork’s permanence.  It was fleeting and would be taken down by the city 
sooner or later but that did not bother Hemmons.  What mattered to her was that 
people saw it and could engage with it however they would like.  For example, 
did people sit on the SEPTA seats or respect them as art objects?  What did they 
think about them?  What did they mean?  The answers to these questions were not 
important.  The important part was the question itself.  By bombing all over the 
city, Hemmons created a body of artwork that was extremely accessible and 
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informal.  The un-commissioned public art was available for everyone to see, 
whether people sought it out or not.   
 Because her work is site specific and temporary, her audience is somewhat 
limited to those who pass by it before it is taken down.  Hemmons needed a 
solution for this.  She turned to social media and her public following to 
collaborate with her in virtually tagging her street art as Ishknits.  As people came 
across pieces either installed, or taken down, they tweeted updates about 
individual pieces (#ishknits) or posted to her wall and/or uploaded a photo to 
Facebook (tagging “ishknits”) to be sure she could see and track the work along 
with her many followers, both local and foreign.  Not only did this help keep tabs 
on what happened to her yarn bombs but it also helped market herself and her 
works.  The viral collaborative marketing of herself and her yarn bombs has been 
vital in Hemmons turning her hobby into a money-making job.  As she continues 
to erect un-commissioned yarn bombs she is now fielding interest from people 
and organizations to hire her for commissioned artwork, nationwide.  Most 
notably she installed her largest yarn bomb to date at the entrance to the 
Philadelphia Museum of Art’s annex Perelman Building as part of the Craft 
Spoken Here exhibit.  
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Figure	  6:	  Ishknits’	  Philadelphia	  Museum	  of	  Art’s	  Perelman	  Building	  yarn	  bomb	  
	  
Additionally, she has completed a bicycle yarn bomb for a Tampax print ad they 
approached her about.  Tampax commissioned the bike and involved her in the 
photo shoot as well.  Although many street artists would cringe at the idea of 
accepting a corporate commission and appearing in the advertisement with their 
artwork, Ishknits embraced the opportunity.  It was a chance for a whole new 
audience to see her work, be exposed to her art form and perhaps seek out more of 
what she does.  Ishknits saw the commission as an opportunity to be innovative 
and accessible in exhibiting her street art, nationwide.   
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Figure	  7:	  Jesse	  Hemmons,	  posing	  with	  her	  yarn	  bomb	  in	  a	  Tampax	  tampons	  magazine	  advertisement	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CONCLUSIONS	  AND	  RECOMMENDATIONS	  
	  
	  
	  
	  
This study sought to uncover how individual artists are employing 
exhibition methods outside of the traditional gallery or museum setting.  This 
research, coupled with the findings outlined in the literature review, has 
uncovered methods and key elements which can be adopted by established arts 
organizations to engage new audiences and build wider public interest.  The 
collected findings identify three critical elements used by each artist, in a variety 
of different ways, as well as those addressed in the literature review section of this 
paper, in presenting and exhibiting artwork outside of a traditional gallery setting, 
making the methods both unique and successful in building a vast, engaged 
audience.  These include accessibility, collaboration and innovation.   
As previously described, these terms are defined as follows: accessibility, 
meaning easy to approach and/or interact with, without pretention, informal, and 
open to everyone; collaboration, to work with a group or to come together as a 
collective, whether making the art, promoting it and/or exhibiting it; and, 
innovation, introducing an element of newness of ideas and/or aesthetics, be it 
through art making, promotion, and/or exhibition. 
 Innovation played a major role in each artist’s exhibition method’s success 
as it was a key element in ensuring the artwork was alluring, memorable and 
39	  
	  
created big impact on those who saw it.  Although all three artists made very 
different bodies of work, each of them found incredibly inventive and innovative 
ways to exhibit and distribute it as was true of the findings covered in the 
literature review.  They did not have interest in going straight to traditional 
galleries and museums when exhibiting their artwork and in most cases did not 
feel as though it was the most appropriate way to show the work and reach the 
public.  Instead each artist found a way to present his or her work so it would 
attract new, broader audiences outside of a traditional gallery or museum setting, 
who otherwise would not have sought out the artists and/or taken notice of what 
they were making.  
Accessibility is another crucial element reported on in both the literature 
review as well as the case studies when considering the way in which the artists 
exhibited their work outside of the traditional gallery setting.  Each artist made 
sure his or her artwork was extremely accessible to virtually anyone.  The 
methods for making it accessible varied greatly between the three artists.  Tran 
broadcast her video art nationwide into every cable subscriber’s home in America, 
created a supplementary blog and posted all of her video (made prior to the IFC 
contract) online for free.  Meadows put his artwork on wheels and toured the 
country with the Artstream over and over again.  He parked on street corners and 
opened the doors for locals to wander in to the retro airstream trailer and discover 
the rather unexpected art inside.  Hemmons did not wait for a public art 
commission from the city or a big corporation; she just started yarn bombing the 
city of Philadelphia, one tree trunk at a time.  Described as an un-commissioned 
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street artist, Hemmons’ yarn bombs popped up all over the city for anyone to 
enjoy, contemplate and/or ignore.   
 The final running theme among all three artists is collaboration.  None of 
these artists were successful without help from colleagues, supporters and/or 
strangers.  Tran found collaboration essential when it came to creating her Food 
Party art videos/television show.  Her cohorts donated their time, talents and ideas 
to help make her vision successful.  Additionally, they were essential in the initial 
promotion of the show through social media outlets and internet-based 
technologies.  Meadows embraced collaboration in regards to the logistical 
operations of the Artstream Nomadic Gallery.  He brought the artists represented 
in the shows on tours with him to help staff the gallery, but more importantly to 
add an additional draw to the Artstream.  It is rare that a traditional gallery or 
museum is staffed by the artists creating the artwork.  By allowing the public 
access to the artists, patrons are provided an added benefit to their overall 
experience with the Artstream.    
Collaboration was utilized by Hemmons in an entirely different way.  She 
relied on the public to help her track and promote her yarn bombs.  As people 
came across them on the street they would post pictures, tweet locations and send 
updates to her Facebook page when pieces had been taken down.  This group 
participation in the life of her yarn bombs aided the promotion of her street art 
under the name Ishknits, documented the fleeting exhibitions and fueled a 
constant buzz around her, helping to further establish herself and her artwork.   
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It is through these three themes that Hemmons, Tran and Meadows found 
success in exhibiting their artwork outside of a traditional gallery or museum 
setting.  The means in which they employed innovation, collaboration and 
accessibility varied greatly but they were always sure to include them in their 
exhibition and distribution methods.   
Their reported success described throughout the study relies completely on 
what each artist reported in their one-on-one interviews, their ability to at least 
partially support themselves with their artwork and the continued interest from the 
public for them to continue to make new artwork.  Much like the 
informal/unincorporated arts addressed in the literature review, these artists are 
not formally tracking attendance numbers, audience retention, or audience and 
supporter demographics.  Without this information it is difficult to say exactly 
how their methods are successful and which aspects produce the best results.  
Further research with a focus on collecting quantitative data as it relates to 
attendance, participation, repeat interest and online support via social media 
mentions, blog mentions, etc. is needed in order to better interpret and track the 
findings. This will also further inform how established nonprofit organizations 
can translate these methods most effectively  
 In addressing the ways in which nonprofit arts organizations can adopt the 
methodologies outlined in the research, it is recommended that they focus on the 
elements of success rather than directly copying the means in which they were 
employed.  When planning their next exhibition, organizations might focus on 
making it innovative, extremely accessible and collaborative in ways unique to 
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their mission, goals, and purpose.  Further research may be conducted to gain both 
qualitative and quantitative information, focusing on each artist’s audience 
including patrons, supporters and exhibition participants.  In doing so, additional 
information can be mined for conclusive information regarding each artist’s 
methods.  This will foster a deeper understanding of how, why, when, where and 
which audiences are responding to each artist’s individual techniques as well as 
informing arts organizations’ ability to adopt their practices in the future.
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APPENDIX	  I	  -­‐	  Interview	  Protocol	  
	  
	  
	  
 In approaching each case study it was important to establish a general 
outline and a set list of questions to be utilize in each one-on-one interview.  In 
doing so, each interview had a keen focus addressing thesis related topics only 
diverging to further explore their responses when it was applicable to the 
research.  The primary focus of each case study’s interview was on their artwork, 
exhibited, promoted and distributed outside of the gallery.  Therefore the majority 
of the interview questions remained centered on this area of discussion. 
General Interview Questions: 
1. Tell me how you got started as a visual artist? 
2. Are you formally trained? 
3. How long have you been an artist? 
4. Is this your primary source of income? 
5. How long have you been actively exhibiting your artwork? 
6. Did you begin exhibiting in a traditional gallery setting? 
7. How did you end up moving away from the traditional gallery setting? 
8. What are the advantages you have observed in regards to exhibiting your 
artwork outside of a traditional white walled gallery setting (ex. via the 
internet, television, the streets, etc.)?  Disadvantages? 
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9. What has changed, regarding your artwork and/or audience, since you 
moved away from the traditional gallery setting?  For example, have you 
noticed any significant noticeable differences in people’s response 
(negative or positive) to your artwork, an increase in audience and/or a 
change in sales or requests for shows, etc.? 
10. Have you noticed a change in the way people view and/or respond to your 
artwork outside a formal gallery setting?  Does it affect the way you 
develop and exhibit new projects? 
11. Do you take the accessibility of your exhibition means when making new 
artwork? 
12. How do you communicate with your audience?  In other words, how do 
you publicize your artwork that is created outside of the traditional gallery 
setting? 
13. Do you have a way of formally tracking your fans and/or audience as it 
relates to viewing, participation and long-term retention and demand? 
14. How do you maintain a following of your art/yourself as an artist? 
15. How have you built clientele/patronage? 
16. When you have a new project how do you put it out there, in other words 
distribute/exhibit it to the public? 
17. Do you have any observations and/or stories concerning supporters of 
your artwork?   
18. What’s next? 
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Thu	  Tran	  –	  additional	  questions	  
1. How did foodparty.tv come to be? 
2. Why is so much of your artwork available to view for free online? 
3. How do you utilize the Food Party blog vs. the Thu Tran website? 
4. How did your artwork progress from installation art in a gallery setting to 
video and television? 
 
Allegheny	  Meadows	  –	  additional	  questions	  
1. How did the Artstream come to be? 
2. Do you charge to tour the Artstream? 
3. The studio potter article described the art stream as an ambition of theater, 
a teaching tool and a marketing strategy.  Can you elaborate on how it 
touches on these three key roles? 
4. In your undergrad thesis show you explored functional artwork in a 
variety of contexts which seems to be a theme you have continued with 
throughout your career. ..Can you elaborate on that theme in regards to 
how the art stream is used to engage audiences and showcase functional 
pottery? 
5. Much of what I read talks about the educational qualities of the Artstream 
can you elaborate on these educational qualities a bit? 
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Jesse	  Hemmons	  –	  additional	  questions	  
1. How did you get started yarn bombing? 
2. I heard you in a recent interview saying you didn’t consider yourself an 
artist.  Can you explain? 
3. Many street artists choose to be anonymous.  Why don’t you? 
4. Since the artwork is un-commissioned public art how do you make 
money? 
5. Since your artwork is exhibited as Ishknits how do you publicize yourself?  
How do you connect your name with your artwork? 
 
 
 
 
 
 
 
 
